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The word tonality used in this article does not mean tone-
quality or an attribute of tone. This is a study not in the 
psychology of sound, but in the psychology of music. So it is 
obvious that tonality here is that of a melody or a piece of music. 
Every melody, every piece of music, except those of atonal 
music,1 has its tonality. By tonality, if we take its wider meaning, 
we understand harmonic and melodic unity of a melody or a piece 
of music. If a melody is constructed in the modern diatonic 
scale (either major and minor) we say that such a melody has a 
1 When we understand the word tonality in a broad sense, it is quite doubt-
ful whether real atonal-music could exist or not. 
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tonality. This is probably the most ordinary use of the term. 
I want to widen the conception, and so by the word "Tonge-
schlecht" we shall understand the difference of tonal structure 
and under "Touart" difference of pitch (transposition). 
So changes of "Tongeschlecht" and "Tonart" are both changes 
of tonality. The ground on which I want to widen the concep-
tion of tonality is my confidence that even the modern diatonic 
major scale is not a unity exclusively harmonic. It is one 
which is due to melodic qualities also. All music is both har-
monic and melodic in nature, so it is not at all curious that 
melodies constructed in various so-called melodic scales should 
have their own special tonality. 
Tonality in its ordinary meaning, and the relations between 
various tonalities are described in the theory of music. But the 
so-called theory of music exists for practical purposes and its des-
criptions are generally conventional and very superficial. 
We aim to establish the psychology of music for deeper under-
standing of the latter. With such an aim we should not start 
from the psychology of sound. Of course tone is necessary 
material in music, but it does not exclusively construct music. 
The psychology of music must endeavour in the first place to 
understand musical structure itself, and this is the psychology 
of music in its narrower meaning. 
Various studies have been made in the field of the psychology 
of music, but a relatively great number of them are not of much 
interest either for the psychologist or for investigators of music. 
I think this is due to the fact that the subjects were not properly 
selected. 
As the so-called theory of music is a science of musical composi-
tion, and so deals with structure, the relation between this and 
the psychology of music must be very intimate. E. Kurth says 
in his "Musikpsychologie" ; "Die Musikpsychologie muf.l zur 
Theorie greifen, ahnlich wie man aus der Grammatik eine Psy-
chologie der Sprache rekonstruieren kann1". We must agree 
with this opinion. So my study may also be considered as a 
psychological inspection of what is given in the theory of music. 
1 Ernst Kruth ; Musikpsychologie 1931 S. 65. 
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Here I want to investigate our consciousness of tonality 
(in its wider meaning). I want to examine tonality, not on 
music paper, but in a consciousness. The object of this experi-
mental study is to see how tonality is grasped by us in our 
natural uncritical attitude. 
In relation to my view about tonality, I find it very interesting 
to investigate Japanese (especially folksong) melodies, but it is 
relatively difficult to investigate them experimentally. I am 
collecting materials and investigating them by a non-experi-
mental method. Here we start from major-tonality on account 
of its ease in experimental study. 
Here melodies in major-tonality are used, and through them 
subjects are to grasp tonality. This, of course, can be felt 
through both melody and harmony (chords), but in this experi-
ment it is given to subjects through the more primitive and 
universal form, that is through melody. 
I add here that the object of this experiment is the same as 
that of what has been experimentally investigated as "Tonali-
tatsgefiihl", but here it is to be viewed from a different stand-
point. 
2. Experiment 
Before the experiment, I asked each of the subjects the names 
of the melodies most familiar to them, prepared at least four in 
major-tonality for each person, wrote the names of these on 
a sheet of music paper for each subject. The order of the 
melodies in the series was random. 
The procedure of the experiment was very simple. The 
experimenter sits at the keyboad with the music paper and a 
pencil. He announces the names of the melodies to the subjects 
in the written order, and the subjects sing each melody in a 
natural and easy attitude immediately after the name is indi-
cated. The experimenter records the pitch of the first note 
of the melody which was sung by the subject (ascertained at the 
keyboad), and then gives the name of the next melody. 
The real singing of the melodies only consisted in one or two 
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bars at the beginning of the tune, and the time interval between 
each rendering was about ten seconds. I wanted to see how the 
melodies stand in tonal relation in our consciousness while we 
assume a natural and easy attitude. So the intonation of the 
melodies must be prevented from artificial and unconscious 
transition of pitch. To sing a melody completely, however, it is 
often necessary, because of the limitations of one's voice, to raise 
or lower the pitch which came into one's mind at the moment ; 
and, when the interval between each melody becomes longer, 
the relation of the neighbouring two melodies in consciouness 
becomes weaker, so artificial or unconscious transition of pitch 
readily takes place. To avoid this I selected the procedure 
mentioned above. But to make the imagery of the melody 
clear, subjects were required to continue to sing mentally also 
after they had actually stopped singing until the name of the 
next meldoy was announced. Tones of the keyboad-instrument 
were produced softly so as not to disturb the ton-consciousness 
of the subjects. 
The latter were nine members of the Psychological Institute 
of the Tohoku Imperial University and one student of music. 
No one of them had absolute pitch. They had various degrees 
of musical training. 
With each subject the experiment was performed on four 
different days at least, and forty transitions from one melody 
to another were recorded on the average. This included on the 
average eighteen transition from one melody beginning on the 
tonic to another beginnig on the dominant and vice versa. 
These transitions or the series of two such melodies are the unit 
of statistical analysis. 
While this vocal experiment was going on, I frequntly asked 
the subjects to sing a agreeable tone which could be easily pro-
duced by them at the moment. 
Introspections were also required at the end of one day's 
experiment, and even during the expreiment if necessary. 
Among the melodies used in this experiment, those that was 
used directly for statistical analysis are as follows. (The major 
pentatonic scale is also included) :-
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A. Melodies begnning on the tonic. 
"Aobayama bankoni sigeku" 
Home sweet home 
The last rose of summer 
"Otete tunaide" 
B. Melodies beginning on the dominant. 
Auld lang syne 
Lindenbuam 
"Sora wa tohoku" 
3. Results 
As results to be considered I got 183 cases in all. Among 
these, the cases in which neighbouring two melodies were sung 
in the same tonality were 89. While the relation between the 
initial notes of two neighbouring melodies were tonic to dominant 
or dominat to tonic, the first notes differ each other by a fifth or 
fourth in pitch in these cases. Another predominant tendency 
was that for the first note of the next melody the same tone as 
that of the first melody was selected. Such cases were 63. 
The other cases are therefore 31, and this includes 18 cases in 
which the upper or under second was selected. After this I 
shall mention the first case as that of the 'same tonality' and 
the second as that of the 'same tone'. 
Table 1 
Total I 183 I Percentage 
Case of same tonality I 89 I 49% 
Case of same tone I 63 I 34% 
Case of upper and 
under second 1 . I 18 I 10% 
Other cases I 13 I 7% 
1 This includes the minor second. 
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The table shows these results per each subject in percentage: 
Table 2 
I Ab. I Ay., Az. Km. Sk. Sm., St. , Tb. j Tk. Tn.1 Average percentage 
Case of same 
\ 92 f s2 f n f 2s / o j 23 J 40 j 16 / 16 J 94 / 49 tonality 
Case of same 
I 8 I 29 I 14 75 I 100 I 8 I 60 I 24 I 51 61 38 tone 
Case of upper 
I O I 10 I I O I 0 and 0 0 0 54 19 0 8 under second 
As to agreeable (angenehm) and easily intonable tone the 
following results were obtained. The number of the tones was 
44 in all, and among these 28 were of the same pitch as the tonic 
of the neighbouring melody, and 4 were of the same pitch as its 
dominant (Table 3). Table 4 shows this per each subject in 
percentage. 
Table 3 
Total j 44 I Percentage 
Case of tonic I 28 I 64% 
Case of dominant I 4 j 10% 
Other cases I 12 I 27% 
Table 4 
/Ab./ Ay. / Az. jKm./ Sk. jsm.j St. /Tb./ Tk. j Tn. / Average 
Case of T. 143 / 86 \ 100 / 100 \ 75 / so / 83 , 66 / 44 / so I 69 
Case of D. J 14 I o I o I o J 25 I so I o I o I o I o / 9 
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4. Consideration of results 
Table I shows that the 'same tonality' and the 'same tone' 
are the predominant relations between two melodies sung or 
imagined in succession in a natural attitude. This shows 
us that we can grasp the relation of tones called tonality. 
Through the introspections it becomes clear that the consciousness 
of tonality is very vague as a content of consciousness, that is as 
auditory image. But it is also clear that the relation of tones 
called tonality influences the musical action of the mind. The 
introspection reported one day by subject Tb. suggest this fact. 
He said, "It is hard to begin to sing the next melody from the 
same note as before". The series of melodies selected for the 
statistical analysis in this experiment consists of two which differ 
in their initial note, that is, when the first melody starts from 
the tonic, the second starts from the dominant. To sing the 
second melody in the same tonality as the first one, therefore, 
it was necessary to change the first note of the second melody 
by fifth or fourth. 
If the second melody starts from the same note as the initial 
tone of the first, a modulation to dominant- or subdominant-
tonality is noted on the music paper. However, we must 
beware of falling into the error of 'reflection psychology'. For 
modulation on music paper does not directly mean that we have 
a mental process of modulation in our consciousness. As to 
the case of the 'same tone', in view of the introspections and 
other conditions, I think it is more probable that the consciousness 
of one tone ( chiefly the first note of the melodies) was more 
dominant in such cases than that of tonality and the cases in which 
a subject had a mental process of modulation in their mind were 
rather few. 
Those of the 'same tonality' and the 'same tone' are the 
strongest tendencies which were observed in this experiment. 
The third i.e. the 'upper or under second', which is seen in the 
cases in which the first note was higher or lower by a second 
(including the minor second) than that of the first melody, 
is much weaker, but is the strongest among other tendencies. 
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In the case of the 'upper or under second', it is more probable 
than before that the consciousness of one tone is stronger than 
that of tonality, and these transitions of tonality seem to have 
been achieved without the consciousness of tonality. A modul-
tion to the upper or under second (including the minor second) 
is fairly difficult, and generally such modulation could not be 
consciously achieved by the relatively untrained in music. 
Probably such transitions could be accomplished by forgetting, 
or having no consciousness of tonality. 
The other cases are only 7 %, and we cannot find their posi-
tive ground. 
Thus we learn that all the cases are, psychologically consi-
dered, divided into two large groups, one of which includes the 
cases in which the tone-relation of tonality is grasped by subjects, 
that is in which the consciousness of tonality is clear, and the 
other the cases in which not a tone-relation but a tone only is 
grasped or the consciousness of one tone is clear. In table 2 
we can find these cases in various degrees per each subject. 
It seems that this table suggests to us two groups or types of 
our subjects. In one group (Subjs. Ab., Ay., Az., Tb., Tn.,) 
the number of cases in which the consciousness of tonality is 
clear is larger than that of the cases of some tone and of the 
upper or under second or the cases in which the consciousness 
of one tone is clear, while in another group (Subjs. Km., Sk., Sm., 
St., Tk.,) the relation between these two cases is just the opposite. 
A. Wellek has described as types in musical hearing the "linearen" 
type ("Analytiker") and the "polaren" type ("Ganzheitlicher'')1. 
We may classify our first group as "Ganzheitlicher", and our 
second group as " Analytiker". 
But here we must not forget that our results have to do not 
only with types in musical hearing, but with the degree of musi-
cal training and the clearness of auditory imagery. With adults 
of fairly well developed musical ability, it is not possible of course 
to measure musical ability by such simple procedure as the above. 
1 Albert Wellek; Musik (Neue Psychologische Studien XII Bd. I Heft 
s. 165-194. 
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Still the results have something to do with their musical ability 
especially when a relatively untrained person was employed as 
the subject. In this experiment the subjects had various 
degree of musical training, so it is not possible to see the pure 
difference of type. 
Through some experiment performed after the above investi-
gation was finished, I gained the following results. Even subject 
Sk., whose case of the 'same tone' was 100%, sang the second 
melody in the same tonality as the first melody when he sang 
the latter slowly and it became more clear in his consciousness. 
On the contrary, subject Tk., whose case of the 'same tonality' was 
16%, increased the 'same tonality' tendency when the time in-
terval between the first and the second melody was shortened. 
I think this is due to the fact that the temperament of this subject 
was so to speak of the "allegro type". 
In table 8 concerning the easily intonable tone, we see that 
the cases in which this was the same as the tonic of the neigh-
bouring melody are very much greater in number. Here we can 
also see that tonality was grasped by the subjects and that the 
tonic was predominant in their consciousness. But I can not 
place much confidence in this datum, for the number of cases 
is relatively few, and the number of the cases in which the first 
note of neighbouring melody is tonic or dominant is not equal. 
In table 4 we see individual differences, but owing to the relatively 
small number of cases I cannot consider this as immediately 
indicating real individual differences. 
Thus the results about the easily intonable tone and the 
neighbouring melody are not full enough to be analysed statisti-
cally, but fortunately I was able to get many interesting 
introspections about this. 
5. Analysis of introspections 
As was mentioned before, the subjects were asked to recount 
their introspections after one day's experiment was over. More-
over, I often asked them various questions during the experiment, 
when I thought it necessary. 
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In the first place I wanted to know whether or not a natural 
attitude was maintained during this experiment of melody sing-
ing. If the subjects knew from what degree of the scale each 
melody starts, a natural attitude, which is very necessary in this 
experiment would be apt to be disturbed during the course of it. 
But owing to the fact that, as mentioned before, all of our subject 
except one had no special training in music, and partly owing to 
my instruction that the subject must sing in an easy and natural 
attitude, the cases in which the degree of the first note of melody 
was noticed were very few. This is clear in the answers which 
I got from subjects to my questions during the experiment. 
I myself acted as a subject in this experiment, and found that 
it was very easy to take and retain a natural attitude. 
But it seemed that some further difficults sprang up as to 
this natural attitude in a few subjects. They believed that it 
was easy and natural to sing the melodies at the same pitch as 
they are accustomed to sing them on normal occasions. How-
ever, the pitch which is easy and natural when one melody is 
sung independently is not necessarily easy and natural when it is 
sung immediately after another melody or almost at the same 
time, as in this experiment. According to the results, 
however, I suppose that they also were able to sing the melodies 
in a natural attitude, i. e. that, the tone-relation of tonality acted 
more strong than the other moments. 
The result of subject Sm. differs fairly from that of others. 
He said "the fear about the limit of my voice often comes into 
my mind". Perhaps this may be a reason for the above 
difference. 
About the consciousness of tonality itself, I could get almost 
no introspection. This is partly due to the attitude requested of 
the subjects, but I think also we may mention that the cons-
ciousness of tonality is very vague as a content of consciousness. 
I add here one introspection which has some connection with 
this. 
Subj. Sk. ; "There is neither a tone of a musical instru 
ment nor of a human voice. It is rather motor imagery." 
On the other hand I got many interesting introspections 
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about easily intonable tones. Subject Ab. said about this tone: 
"It can be produced immediately and easily without any reflec-
tion". It seems that we have such a tone in the dark depth of 
our consciousness almost every moment. Or, if we avoid such 
a style of expression, we are able to become conscious of such 
tone when we want to. Of course individual difference will 
be found here. A minority of our subjects hesitated at my 
request as to this tone at first, especially when it was asked for 
before the singing of melodies. But when I asked it 
immediately after the melody singing, all could easily comply 
with my request. 
As to this tone we have the following introspections. 
Subj. Km.; "It seems to be sure that, except when m-
terested in something, I have such a tone in my mind while 
I sit idly . . . . . . ". 
Subj. Tk.; "It is a vague tone and seems to be a central 
tone in my mind." 
As to what role this tone plays when we sing the first melody: 
Subj. Km.; "It seems as if I endeavour to put together 
the pitch of the melody with what I have vaguely in my 
mind." 
Some times this tone was vague or did not exist. It was so 
especially before the singing of the melodies began, so it seems 
that the absence of melodic figure in one's mind is a chief reason 
for that. Accordingly, for one who has always imagery of 
melodies in his mind such tone will be obvious at any time. 
Generally it is not a fact that this tone keeps the same pitch, but 
it changes owing to various circumstances. It is very interest-
ing to find in "Sarugaku Dangi" ( $~~~)1 the following 
sentences ; "Surely there is a pitch for every occasion and for 
every hall. . ....... Begin to sing after you have composed 
yourself and grasped the pitch." 
1 This book consists of notes of the oral statement by Seami (-J!!:jliiJffll) (ca. 
1363-1455 A. D.), who is known as the founder of Japanese Nogaku ('ill!~). 
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6. Summary 
The following are the summary of the results of this experiment. 
1. Tone-relation of tonality can be grasped by us through 
melody in our natural attitude, and it plays a superior 
role when we sing various melodies successively. 
2. The consciousness of tonality is very vague as a content 
of consciousness, but is obvious as what has a dynamic 
effect in the musical action of our mind. Generally 
a tendency to keep one tonality is the strongest in our 
natural attitude. 
3. Sometimes the consciousness of one tone was more 
predominant than that of tonality, and different types 
can be presumed to exist. 
4. As intimate relations between two tones we find those of 
the fifth and fourth in the first place, and next to these 
those of the second. 
5. There is for us one particular tone which is agreeable and 
easily intoned. It is especially obvious when we have 
clear melodic imagery, and in many cases it is the tonic 
of the melody. 
(Received 27. V I935) 
